This text discusses the use of audiovisual resources like cinema and video by Afro-Brazilian Religions practioners in two ethnographical contexts of Amazonia, namely the urban areas of Cururupu and Belém. In Cururupu, the production of amateur videos commissioned in a local audiovisual store serves as a source of self-recognition and enables the discussion and continuous experience of the rituals. In Belém, a documentary film on the cosmovision of Tambor de Mina, the most widely practiced Afro-Brazilian religion in the city, was made through a partnership between a father of saint (afrobrazilian religion priest) and a filmmaker using federal government funding. 
eclectic manner by local religious specialists, generating a complementary religious system (Cordovil 2002 , Ferreti 2010 , Pacheco 2004 ).
The second ethnographic context is the African-originated religion practiced in Belém, the capital of Pará state. Today around two million people live in the city's metropolitan region, which also contains more than a thousand terreiros according to a mapping project undertaken by the federal government (Brazil 2011) . The field of Afro-Brazilian religions in Belém includes a number of different sects or 'nations': Tambor de Mina, also known as Mina Nagô, is the oldest of these traditions, brought by migrants from Maranhão state at the end of the nineteenth century (Luca 1999 , Vergolino 1976 , Leacock & Leacock 1972 . As well as Tambor de Mina, other religious practices in Belém include Pajelança, Umbanda and Candomblé sects belonging to the Ketu, Angola and Jeje nations.
In this text I examine and discuss the form in which these religious adherents relate to the audiovisual recordings produced by themselves in terms of their rituals and cosmology. In Cururupu audiovisual products mostly involve semi-professional recordings commissioned from a local audiovisual store. In Belém a partnership between a filmmaker and a priest led Amerindian origin. For this reason I take afrorreligiosos to refer to people who practice at least one of these religious variants (Tambor de Mina, Umbanda, Pajelança, Candomblé, etc.). The term afrorreligioso functions here as an analytic category, though in some contexts it is also cited as a native category.
In Belém followers of different traditions use the term afrorreligioso as an identity category that includes the practitioners of any of the traditions. In Cururupu, the term umbandista is used instead as a generic category to refer to a practitioner from any possession cult present in the town, whether they belong to the Mina or the Pajelança traditions (Cordovil 2006) . In this text I shall use afrorreligioso as a generic term, though, since in many contexts the term umbandista refers to practitioners of Umbanda only.
To understand and contextualize the use of the term afrorreligiosos to define even followers of Pajelança, it should firstly be stressed that the cabocla Pajelança practiced by autochthonous populations in rural and urban regions of Amazonia is not to the same as indigenous shamanism, even though some authors considered the religion a form of shamanism (Maués 2008 , Vilacorta 2008 . In both the contexts studied by myself, Belém and Cururupu, Pajelança is mixed with other religious traditions of African origin, especially Tambor de Mina.
African and Amerindian spiritualities have maintained a strong presence in the Amazonian region since the colonial period when the processes of syncreticism began between these two religious traditions and between them and Catholicism. The latter process occurred primarily within religious brotherhoods (Figueiredo 2001) . After persecution by religious and secular authorities for over a century, these religious traditions have now acquired a new status, recognized by government bodies linked to cultural policies as a vital part of Brazilian culture and consequently receive incentives towards their divulgation and documentation.
As a result audiovisual records of African-originated religions are no longer made to show 'barbaric' or 'exotic' cults to the wider Brazilian public, as occurred with the photographs published in popular magazines during the 1950s (Tacca 2009 ). Instead they are made with the backing of government cultural projects intended to strengthen Brazilian cultural expressions.
The government projects also promote the consumption and circulation of these forms of documentation, generating a reflexive process of debate among these religious followers. The main such initiative has been a project to introduce cine clubs in terreiro communities: in Belém various cult houses already receive support. The cine clubs run in weekly sessions and generally screen films of interest to the povo de santo 2 (Brito 2012) . These circuits include films like the documentary to be analyzed in the present article.
The article provides an analysis of two ethnographic examples. The first, a case study carried out in Cururupu, a town in Maranhão state, shows how a team of native visual producers creates images and narratives on the main performances and events that constitute the local cultural identity. 3 In the second example, I examine how a documentary produced with support of a program run by the Ministry of Culture (DOCTV) contributed to crystallizing a mythic narrative on the Tambor de Mina cults in Pará, the main local AfroBrazilian religion, as well as discussing the uses and processes involved in the production and consumption of these images.
The present research aims to reflect on the production of audiovisual recordings made by two Afro-Brazilian groups in Amazonia in two distinct geographical and temporal contexts. Through the analysis of these cases, my aim is to obtain a clearer understanding of the relation between religious practitioners and the images they themselves produce to document their 2 The category povo de santo is another native term used generically to denominate a religious community that practices Afro-Brazilian religions such as Umbanda, Candomblé or Tambor de Mina.
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The empirical data cited in this text is the result of research conducted by myself in the city of Cururupu, in Maranhão state, between 1998 and , which formed the basis for my master's dissertation and doctoral thesis in Social Anthropology at the University of Brasília (Cordovil 2002 (Cordovil , 2006 . beliefs and practices, identifying new possibilities for anthropological research on African-originated religions conducted with the aid of audiovisual materials produced by the povo de santo themselves.
In both cases I show how the construction of images and narratives by followers of Afro-Brazilian religions using audiovisual tools subverts entrenched social hierarchies, removing them from the limbo caused by the preconceptions surrounding their practices and beliefs. Hence the production of images affords these religious practitioners a subjective feeling of belonging to a larger history, that of the group, and at the same time introduces them to experiences linked to the wider universe of the mass media and all the subjectivities involved in this domain.
VHS tapes and the recording of the festival: an ethnography of native viewpoints
The first example of the construction of subjectivities through the image that I shall explore in this text was perceived by myself when pursuing my field research in Cururupu, in the microregion known as the Western Maranhão Coast, situated between the cities of Belém and São Luís. The religious and cultural practices in the town are influenced by these two large urban centres and has a very intense ritual life, both religious and secular. Carnival, reggae, Tambor de Mina, Pajelança and Tambor de Crioula, are some of the performances making up the town's ritual life (Cordovil 2002) .
From my first trips to the field, I was interested in mapping these cultural expressions. An interesting fact soon become evident: as well as spending most of the time rehearsing, organizing or performing rituals, Cururupu's residents adored recording these events with photographs or films, even at a time when these technologies were neither as cheap as today or so readily available. 4 The festivals were still filmed on VHS tapes, the films commissioned beforehand from the town's audiovisual store and later enjoyed by the event's participants who would meet up afterwards just to watch them.
Cururupu's only audiovisual store at the time had a large clientele and demand for its services increased on the eve of the town's major events, such as Reggae festivals were a universe apart. As these events were considered associated with criminality, many young people in Cururupu worked hard to change this image. They brought large radiolas from São Luís, sound systems with their own records that animated the local population. Reggae in Cururupu strengthened the identity of a younger generation, who looked to challenge their parents by creating their own lifestyle, but still associated with a black identity.
The media aspect is particularly important for reggae lovers. Most of their musical records was 'smuggled' in from the UK or Jamaica. During the period when I conducted my research, before piracy and easy access to the internet and digital media, owning rare music and CDs was a status symbol and the music arrived to be sold retail in specialized stores in Cururupu or São Luís.
This was one of the appropriations that Cururupu's residents made of media technologies and products, but the most significant of them, and the one that interests this discussion directly, was the use the local population made of their own photographs and films.
The most interesting and emblematic case of this relation with the image that I researched was that of Pajé Dona Benedita, one of the town's most respected and well-known religious leaders. Dona Benedita held two large festivities each year at her terreiro, along with a series of smaller events. She had a large brotherhood, composed of relatives and religious followers numbering around 150 people. The festivities were the moment for publicly affirming the size, legitimacy and power of the pajé 5 and her brotherhood, as well as strengthening the ties of solidarity between followers (Cordovil 2004 ).
Months of preparation and organization were usually needed to ensure everything went smoothly. All this dedication explains the desire to document the event as accurately as possible.
The most interesting aspect, however, is not that Dona Benedita and other pajés commissioned film recordings of their saint festivals. What really calls attention are the ways in which Dona Benedita used these images.
Any time I arrived at her terreiro she could be found sat on the veranda of her house with some female companions from the brotherhood and occasional visitors, watching and commenting on the films of the festivals.
The repeated screening of the films, so frequent that they became a daily part of the house, led me to reflect on the real role that these media occupy in the life of Cururupu. The recorded and shown images repeatedly served the purpose of reproducing and amplifying the ritual's function. By filming and reliving these moments, Dona Benedita and her companions appropriated and amplified the magical effects of the ritual moment, making it part of the quotidian.
Walter Benjamin (1993) Thus at the same time as photography and cinema result from modern man's mastery of technology, they are also both product and producer of a new lifestyle, centred on velocity and bustle. They enabled the emergence of a new sensibility and a new art, an aura-less art, focused on apprehending the everyday.
The appropriation of cinema and photography as forms of documentation by followers of Afro-Brazilian cults, even in places distant from a city lifestyle like Cururupu, suggests a transformation in the sensibility of these religions, previously centred on tradition and the transmission of the secret, to enter a period of modernity where the practitioner's identification with the mystic includes the use of audiovisual media. Just as Benjamin considered that photography banalizes the work of art, making it quotidian and aura-less, the filming of the saint festivals enables a moment that was unique and mystical to be relived in the everyday life of religious sociability. in their encantarias, the encantados are thought to have bodies, but when they rise above the earth they rise as spirits, invisible to man, and it is thus that they enter human bodies" (Leacock & Leacock 1972: 52-53) The legends of enchanted princesses are a constant presence in the cos- Tayandô was unsurprised that the funding had been approved to back his director friend's project, after all the Enchanted Turks had themselves approved his decision to break the secrecy surrounding them in the Mina terreiros: they now wanted to tell their story.
'The Enchanted Turks': interfaces between making cinema and constructing a religious tradition
In all the process of producing the film lasted two and a half years. The script was developed only after exhaustive interpretation of the 'doctrines,' similar to the kind of work undertaken by Christian theologians when analyz- After finishing the script, the actors were selected, most of them followers of Tambor The next moment in the history narrated in the film describes how, after the departure of the three princesses, the Sultan Darsalã and his Grand Vizier Ludogan themselves entered the Enchanted Realm and followed the same route as the princesses. In Amazonia, Darsalã also encountered the Caboclo Velho and learnt from him, although he was still reluctant to abandon his people in Turkey for good and become an Indian.
While these encounters and discoveries were happening in the Enchanted Realm, the conquest of America by the Portuguese was occurring in the Realm of Men. The Tupinambá were enslaved and expelled from their lands.
In the indigenous tradition it was the white man Sumé who came to the village to teach the Indians laws, rituals and curing practices. In the myth Sumé left but promised to return when the Indians most needed him. While the European whites enslaved them, the alliance between the Caboclo Velho and the Turks provided the first step towards the construction of the Amazonian Enchanted Realm. For the indigenous people, the Sultan Darsalã was himself Sumé, the white man who came to offer them help.
In the Enchanted Realm, the three princesses also encountered King Voduns and encantados dance in circles in the forest.
After completing the formation of the Enchanted Realm at a spiritual level, the enchanted agreed to intervene again in the fate of men through the rituals and incorporation. At that moment in eighteenth century Maranhão, the Voduns began to manifest themselves in the material world through trance in Pajelança halls. This, the film's narrative tells us, was how Tambor de Mina came into being.
Though no precise historical records exist on the arrival of Tambor de Mina in Belém, the supposition is that it was brought to Pará by migrants from Maranhão arriving during the rubber boom in the nineteenth century.
As they became established during this period, the African and indigenous religiosities began to be described in the newspapers and police reports under the generic terms of 'sorcery' or 'shamanism' (Figueiredo 2008 According to Luca (1999) , the Tambor In the two examples analyzed in this text, the image was used to construct identities. In both cases this process occurred with the minimum of intermediation. In Cururupu, the audiovisual store functioned as a source of discourses and at the same time as a meeting place, amplifying the ef- Arjun Appadurai (1990) analyzes the media forms and identities produced by subcultures as part of contemporary mediascapes. For Appadurai these mediascapes are a field in which the products created for the dissemination of information circulate, a kind of production generated by globalization:
'Mediascapes' refer both to the distribution of the electronic capabilities to produce and disseminate information (newspapers, magazines, television stations, film production studios, etc.), which are now available to a growing number of private and public interests throughout the world; and to the images of the world created by these media (Appadurai 1990: 5) These cultural products create a universe of meanings and narratives that make up the lived world of human beings transiting through diverse cultures. Postmodern anthropology advocates an egalitarian dialogue between the anthropologist and his or her research subjects. Here the role of the anthropologist is that of an interpreter who at most provides a voice to non-western cultures in order for them to be able to express themselves in our language (Clifford 1998) . However in today's world it is necessary to be attentive to situations in which intercultural dialogue does not require the anthropologist's mediation and the language utilized, both by anthropologists and by the subjects of their research, have many more elements in common than may be foreseen. Situations in which both the anthropologist and the natives share the same culture, the same media and even the same mass media. In such cultures the role of the anthropologist may no longer be to mediate but to interpret dialogues between worlds and cultures.
Marc Augé recalls that the radical separation between the anthropologist's world and the world of the native, along with the illusion of totality constructed around the objects of anthropological research, are all fictions, put to the test by the transformations in subjectivity introduced by modernity (Augé 2000) . In cultural dialogues, the anthropologist is merely one more participant and is side-by-side with the natives and other interpreters of culture, such as scientists, artists and so on. Their texts and images will form part of a weave of unending relations where the anthropologist and the subjects of his or her research circulate. They will provoke all kinds of reactions and interpretations, good or bad, and generate comments. Anthropology as a practice must adapt to these new realities in order to survive as an anthropology of complex media-based societies, especially in terms of a visual anthropology, a field in which the productions of anthropologists and natives must be ever more carefully negotiated.
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